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VIEW	  FROM	  A	  BRIDGE
What	  makes	  a	  musical	  city?
The	  Map
I’m	  from	  Brisbane,	  and	  it’s	  also	  where	  I	  live.
The	  city	  lies,	  sprawled	  and	  tousled,	  on	  the	  edge	  of	  a	  wide	  bay.	  To	  the	  east	  are	  islands,	  
so=ening	  the	  Pacific	  surf.	  From	  Brisbane,	  the	  coastline	  trails	  North,	  from	  beach	  to	  bay	  to	  
point,	  for	  more	  than	  2000	  kilometres;	  mostly	  protected	  by	  island	  and	  reef;	  sleepy	  towns 	  
and	  fishing	  villages	  and	  highways	  bleeding	  into	  the	  haze.
Seen	  from	  the	  South,	  from	  Australia’s	  centres	  of	  populaIon	  and	  government	  and	  
money,	  Brisbane	  is	  a	  backwater.	  A	  big	  country	  town.	  But	  this	  is	  just	  where	  it	  starts.	  
There	  is	  an	  underlying	  presence	  of	  North	  here.	  These	  2000	  kms	  are	  significant:	  from	  
Barcelona	  north	  to	  Norway,	  east	  to	  Istanbul	  or	  south	  to	  Senegal:	  it	  is	  a	  world;	  a	  culture	  
away.	  Whatever	  happens	  here,	  happens	  on	  the	  edge	  of	  this	  looming	  North.
The	  city,	  like	  many	  others	  liMered	  around	  the	  globe,	  straddles	  a	  muddy,	  flat,	  winding	  
river.	  The	  river	  rises,	  clear	  and	  sweet,	  in	  the	  mountains	  far	  to	  the	  northwest,	  before	  
dropping	  down	  to	  the	  coastal	  plain.	  Deep	  in	  Brisbane’s	  western	  suburbs	  it	  meets	  the	  
Idal	  dri=	  from	  the	  sea,	  the	  waters	  entwine	  and	  the	  momentum	  dissolves	  -­‐	  at	  Imes	  it	  
seems	  barely	  a	  river	  at	  all.	  	  Brown	  and	  wide	  and	  slow,	  it	  slides	  quietly	  between	  the	  cliffs	  
of	  the	  city	  and	  curls	  around	  to	  meet	  the	  fringe	  of	  mangroves	  on	  Moreton	  Bay.
This	  is	  my	  town.
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The	  Frame
The	  aMenIon	  paid	  by	  the	  BriIsh	  music	  
press	  in	  1976	  to	  the	  release	  of	  The	  Saints	  
first	  single	  “I’m	  Stranded”	  was	  the	  trigger	  
for	  a	  commercial	  and	  academic	  interest	  in	  
the	  Australian	  music	  scene	  which	  sIll	  has	  
much	  energy.	  
The	  period	  in	  Brisbane’s	  music	  history	  from	  
the	  mid	  70s	  to	  the	  mid	  80s	  has	  been	  
trawled,	  discussed,	  scanned	  and	  
interpreted	  for	  thirty	  years,	  through	  
academic	  papers	  and	  books	  and	  
installaIons	  and	  documentaries.
These	  have	  been	  educaIonal	  and	  entertaining,	  but	  
they	  didn’t	  match	  my	  memory	  of	  this	  Ime.
They	  were	  mostly	  missing	  the	  electrical,	  chaoIc	  and	  
tuneful	  nature	  of	  the	  relaIonships	  between	  people.	  
People	  who	  made	  music	  and	  art	  and	  movies	  and	  
stories.	  I	  started	  playing	  music	  in	  Brisbane	  in	  1977.	  I	  
sIll	  do	  it.	  I	  played	  with	  many	  of	  the	  musicians	  who	  
feature	  in	  this	  history:	  The	  GoBetweens,	  Ed	  Kuepper,	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The	  Apartments	  and	  many	  more.	  And	  I	  stay	  connected.
I	  made	  a	  decision,	  then,	  to	  fashion	  a	  doctorate	  about	  aspects	  of	  the	  music	  scene	  in	  this	  
Ime	  and	  place	  from	  a	  shared	  perspecIve:	  to	  document	  a	  series	  of	  conversaIons,	  
dialogues	  really,	  with	  people	  who	  made	  original	  music	  in	  Brisbane	  through	  this	  Ime	  and	  
beyond.	  
I	  am	  not	  just	  an	  interviewer	  in	  these	  dialogues.	  I	  am	  very	  conscious	  of	  my	  decision	  to	  
abandon	  criIcal	  distance	  -­‐	  to	  play	  to	  the	  advantages	  of	  being	  an	  insider.	  All	  the	  
interviewees	  are	  well	  known	  to	  me.	  They	  are	  people	  I	  have	  shared	  lives	  with:	  shared	  
stages	  and	  houses	  and	  tour	  buses	  and	  studios.	  The	  field	  I	  am	  defining,	  this	  place	  and	  this 	  
Ime,	  has	  me	  firmly	  in	  it,	  though	  Katy	  BenneM	  contends	  that	  this	  parIcipaIon	  “is	  not	  
always	  clear	  cut	  as	  researchers	  inevitably	  only	  partly	  reveal	  their	  intenIons.”p.	  140
(BenneM	  2002)
And	  in	  the	  telling	  and	  recording	  and	  examining	  of	  the	  stories,	  we	  must	  address	  the	  
cultural	  history	  of	  the	  city	  itself.	  These	  stories,	  and	  the	  world	  they	  describe	  are	  more	  
important	  than	  we	  think.	  As	  Antonio	  Arantes,	  the	  Brazilian	  anthropologist,	  has	  
suggested:	  “Safe-­‐guarding	  intangible	  cultural	  heritage	  may	  be	  a	  cornerstone	  for	  human	  
development	  and	  mutual	  understanding”	  p.294	  (Arantes	  2007).	  These	  stories	  will	  hold	  
intangible	  truths	  that	  are	  vital	  for	  the	  preservaIon	  of	  Brisbane’s	  cultural	  heritage.	  
Arantes	  makes	  excellent	  arguments	  for	  the	  value	  of	  these	  intangibles	  as	  not	  only	  an	  
asset	  in	  the	  market	  economy,	  but	  as	  an	  essenIal	  ingredient	  of	  our	  cultural	  idenIty.	  And	  
without	  historical	  context,	  such	  an	  idenIty	  struggles	  to	  even	  exist.
The	  View
One	  of	  the	  many	  quesIons	  to	  surface	  when	  discussing	  this	  cultural	  idenIty	  is:
How	  does	  Brisbane	  see	  its	  music	  and	  the	  musicians	  who	  make	  it?	  
The	  commonly	  held	  and	  regularly	  expressed	  local	  belief	  is	  that	  the	  city	  has,	  in	  some	  way,	  
come	  of	  age	  in	  the	  last	  twenty	  years.	  The	  previously	  held	  view,	  that	  we	  were	  simply	  a	  
big	  country	  town,	  has	  been	  discarded	  with	  palpable	  relief,	  and	  we	  have	  embraced	  the	  
noIon	  that	  this	  is	  a	  vibrant,	  growing	  cultural	  centre	  with	  a	  corresponding	  music	  scene.	  
Three	  years	  ago,	  Brisbane	  was	  idenIfied	  by	  Billboard	  Magazine	  as	  one	  of	  six	  “hot	  spots”	  
of	  independent	  music	  in	  the	  world.	  A	  place	  to	  watch.	  Someone	  turned	  a	  torch	  on	  this	  
town,	  had	  a	  quick	  look,	  and	  moved	  on.	  
But,	  really,	  the	  aitude	  Brisbane	  town	  towards	  music	  and	  musicians	  has	  barely	  changed	  
in	  35	  years,	  and	  in	  many	  ways	  worsened.	  Beyond	  token	  gestures,	  there	  has	  been	  scant	  
recogniIon	  of	  the	  musical	  past:	  the	  people,	  their	  work,	  the	  places	  where	  work	  was	  
created	  and	  experienced.	  I’d	  like	  to	  show	  that,	  although	  the	  city	  has	  worked	  up	  a	  more	  
welcoming,	  tolerant	  façade	  over	  the	  last	  30	  years	  and	  appears	  to	  possess	  an	  
understanding	  of	  the	  value	  of	  Brisbane’s	  creaIve	  musicians,	  the	  concept	  of	  the	  culture	  
as	  some	  kind	  of	  conInuum	  is	  neither	  entertained	  nor	  understood.
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To	  illustrate	  this,	  I’ve	  chosen	  three	  lenses:	  
Policy
	  -­‐	  government	  decisions	  that	  impact	  on	  the	  working	  lives	  of	  creaIve	  musicians	  -­‐	  
Media
-­‐	  what	  we	  see	  when	  we	  look	  at	  ourselves	  -­‐
Landscape
-­‐	  how	  does	  the	  physical	  city	  reflect	  the	  presence	  of	  music	  and	  musicians	  -­‐	  
Policy
Australians	  are	  cared	  for,	  examined	  and	  controlled	  by	  federal,	  state	  and	  local	  
governments	  or	  councils.	  Unlike	  others	  in	  Australia,	  Brisbane	  City	  Council	  embraces	  not	  
just	  the	  CBD	  or	  City	  Centre,	  but	  a	  much	  larger	  metropolitan	  cluster	  of	  ciIes,	  towns	  and	  
shires.	  It’s	  the	  largest	  single	  electorate	  in	  Australia,	  home	  to	  more	  than	  a	  million	  people,	  
with	  a	  current	  annual	  budget	  of	  around	  AU$3b.	  
In	  the	  70s,	  there	  was	  no	  ambiguity	  about	  the	  aitude	  of	  the	  state	  government	  towards	  
local	  music	  and	  youth	  culture.	  The	  conservaIve	  NaIonal	  Party	  government	  had	  been	  in	  
power	  since	  1957.	  It	  made	  being	  young	  and	  fun-­‐loving	  illegal.	  
The	  broader	  social	  history	  underpinning	  the	  music	  
scene	  in	  these	  decades	  is	  well	  addressed	  in	  Andrew	  
Stafford’s	  Pig	  City	  among	  others.	  The	  aitude	  of	  the	  
Queensland	  Police	  Force	  (if	  not	  the	  voice,	  then	  the	  
fists	  and	  feet	  of	  the	  State	  Government)	  towards	  
young	  musicians	  was	  one	  of	  disdain	  and	  contempt.	  
They	  were	  very	  keen	  to	  implement	  at	  least	  the	  first	  
part	  of	  their	  moMo:	  Firmness	  With	  Courtesy.	  
I’d	  like	  to	  offer	  a	  quick	  example.	  Gary	  Warner	  +	  I	  
designed	  this	  poster	  for	  an	  inner-­‐city	  gig	  in	  June	  
1979.	  Halfway	  through	  the	  evening	  (a	  not	  
insubstanIal	  rock	  gig	  with	  bands	  from	  Melbourne	  
and	  Brisbane)	  the	  police	  arrived	  with	  dogs	  and	  
wagons,	  25	  people	  were	  arrested:	  it	  was	  not	  
uncommon	  for	  them	  to	  take	  the	  money	  as	  well.	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And	  as	  the	  Police	  Force	  eventually	  changed	  their	  moMo	  (to:	  With	  Honour	  We	  Serve),	  so	  
the	  governments	  eventually	  changed	  their	  tune.	  There	  are	  a	  number	  of	  factors	  which	  
contributed	  to	  this	  belated	  interest	  in	  popular	  music,	  not	  least	  of	  which	  was	  the	  
electoral	  rouIng	  of	  the	  conservaIve	  coaliIon	  government	  in	  1989	  a=er	  more	  than	  30	  
years	  in	  power.
In	  2002	  the	  State	  government	  released	  
its	  Crea+ve	  Queensland	  cultural	  policy	  
statement,	  ‘creaIve	  -­‐	  not	  only	  in	  arts	  and	  
culture,	  but	  also	  in	  business,	  commerce,	  
government	  and	  society’	  and	  by	  2005	  
there	  was	  a	  plan,	  generated	  by	  the	  
industry,	  outlining	  the	  creaIon	  of	  an	  
entertainment	  precinct	  in	  ForItude	  
Valley,	  a	  northern	  satellite	  of	  the	  city	  
centre.These	  decisions,	  involving	  
relaxaIon	  or	  extension	  of	  noise	  and	  
licensing	  regulaIons,	  were	  triggers	  for	  a	  
boom	  in	  the	  night-­‐Ime	  economy	  of	  The	  
Valley.
Though	  the	  benefits	  to	  working,	  creaIve	  musicians	  from	  this	  plan	  are	  not	  so	  obvious.	  In	  
her	  research	  centred	  on	  Perth	  in	  Western	  Australia,	  Dawn	  BenneM	  notes	  that	  the	  weight	  
of	  academic	  discourse	  is	  towards	  planning	  and	  policy	  rather	  than	  impact	  on	  individual	  
arIsts:	  “entertainment	  .	  .	  .	  conInues	  to	  be	  treated	  differently	  from	  other	  social	  
gatherings,	  notably	  those	  in	  homage	  to	  sport”	  p.59	  (BenneM	  2010)
The	  development	  of	  policy	  in	  Brisbane	  has	  concentrated	  on	  zoning,	  planning,	  noise	  and	  
relaIonships	  with	  industry	  organizaIons.	  This	  can	  be	  problemaIc,	  as	  research	  by	  Burke	  
and	  Schmidt	  has	  revealed:	  “	  There	  are	  very	  few	  landholders	  .	  .	  .	  and	  they	  have	  benefited	  
enormously	  from	  the	  limits	  to	  compeIIon”	  p.10	  (Burke	  and	  Schmidt	  2008).
For	  instance,	  there	  are	  many	  more	  places	  to	  drink	  than	  in	  the	  early	  80s,	  but	  less	  live	  
music	  venues	  (see	  Fig.	  1).	  By	  emphasizing	  the	  entertainment	  delivery	  end	  at	  the	  
expense	  of	  both	  content	  creaIon	  and	  cultural	  heritage,	  we	  are	  encouraging	  the	  
consumpIon	  of	  the	  bland	  and	  the	  new.	  Arantes	  supports	  the	  view	  that	  the	  market	  
economy	  has	  a	  tendency	  to	  effect	  producIon	  in	  ways	  that	  can	  easily	  be	  applied	  to	  
music:	  there’s	  more	  of	  it	  and	  it	  becomes	  standardised,	  predictable	  and	  consumer-­‐
driven.	  He	  also	  draws	  aMenIon	  to	  the	  	  local	  “consumers	  who	  live	  far	  from	  the	  social	  
boundaries	  of	  the	  producer	  communiIes	  and	  who	  do	  not	  share	  their	  values	  and	  world-­‐
views”	  p.294	  (Arantes	  2007)
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Fig.	  1	  -­‐	  Live	  music	  venues	  Brisbane	  1980	  vs	  2011.	  Source:	  Time	  Off	  Magazine
Media
And	  if	  the	  aitude	  of	  the	  government	  towards	  the	  young	  people	  and	  their	  crazy	  music	  
shi=ed	  a	  liMle,	  then	  the	  media	  have	  been	  more	  consistent.	  
The	  Courier	  Mail,	  Brisbane’s	  longest	  running	  daily	  newspaper,	  was	  acquired	  by	  Rupert	  
Murdoch’s	  father,	  Keith	  in	  1933	  to	  add	  to	  his	  stable	  of	  poliIcally	  conservaIve,	  populist,	  
urban	  dailies.	  In	  late	  1978	  this	  paper	  was	  looking	  at	  young	  Brisbane	  musicians	  as	  foolish	  
and	  possibly	  a	  liMle	  scary.	  
By	  1996,	  these	  same	  
musicians	  are	  seen,	  
somewhat	  fondly,	  as	  an	  
anachronism.	  
And	  in	  October,	  1998,	  the	  
Brisbane	  band	  
Regurgitator	  won	  two	  
Australian	  Recording	  
Industry	  AssociaIon	  
Awards.	  These	  ARIA	  
Awards	  are	  the	  local	  
equivalent	  of	  the	  
Grammies.	  This	  event	  
was	  menIoned	  4	  Imes	  in	  
The	  Courier-­‐Mail.	  In	  May	  
the	  same	  year,	  references	  to	  The	  State	  of	  Origin	  (a	  football	  game	  between	  Qld	  and	  
NSW),	  appeared	  more	  than	  300	  Imes.
There	  have	  never	  been	  any	  locally	  produced	  commercial	  television	  programs	  dedicated	  
to	  any	  cultural	  aspect	  of	  life,	  let	  alone	  music.	  As	  an	  indicator,	  sport	  consumes	  about	  25%	  
of	  each	  news	  bulleIn	  on	  all	  commercial	  and	  government	  networks.	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Between	  1975	  and	  the	  late	  80s,	  Brisbane	  had	  a	  community	  radio	  staIon	  unlike	  any	  in	  
Australia.	  4ZZZ-­‐FM	  had	  an	  enviable	  subscriber	  base;	  a	  commitment	  to	  playing	  
Australian,	  and	  more	  specifically	  local,	  music	  and	  a	  very	  successful	  live	  music	  promoIon	  
arm	  involving	  a	  number	  of	  inner-­‐city	  venues.	  By	  2005	  it’s	  influence	  had	  waned,	  
subscriber	  numbers	  dropping	  from	  6000	  down	  to	  1400	  in	  2005,	  and	  fullIme	  staff	  from	  
13	  down	  to	  3	  or	  4.	  
This	  loss	  of	  influence	  was	  mainly	  due	  to	  the	  networking	  of	  TripleJay,	  the	  ABC’s	  youth	  
staIon	  in	  1990.	  Although	  TripleJay	  has	  no	  real	  commitment	  to	  Brisbane	  music	  per	  se,	  its	  
presence	  is	  undeniable	  in	  the	  naIonal	  success	  of	  a	  handful	  of	  Brisbane	  bands,	  including	  
Powderfinger	  and	  Regurgitator.	  In	  the	  past,	  it	  would	  have	  required	  gruelling	  touring	  
schedules	  to	  maintain	  and	  expand	  a	  naIonal	  audience.
Brisbane	  has	  at	  least	  four	  free	  music	  papers.	  Marc	  Brennan	  in	  This	  Place	  Rocks!,	  a	  case	  
study	  of	  Brisbane	  Street	  Press,	  argues	  that	  these	  free	  magazines	  funcIon	  as	  major	  
contributors	  to	  the	  symbolic	  imagining	  of	  a	  locale.	  He	  points	  out	  that	  they	  situate	  
consumpIon	  in	  the	  economic	  geography	  of	  venues,	  arIsts,	  record	  companies	  and	  
retailers	  by	  blending	  ads	  and	  reviews	  and	  interviews	  with	  a	  conInuous	  local	  flavour.	  
It	  is	  not	  uncommon,	  though,	  for	  the	  street	  press	  to	  lose	  sight	  of	  the	  subculture	  in	  this	  
juggling	  act.	  The	  market	  is	  inundated	  with	  imported	  music	  at	  levels	  which	  comment	  
strongly	  on	  Australia’s	  sense	  of	  self.	  It	  was	  a	  groundswell	  of	  dissaIsfacIon	  with	  the	  
coverage	  of	  local	  acts	  which	  led	  Time	  Off,	  the	  longest	  running	  of	  these	  papers,	  	  to	  
release	  a	  series	  of	  local	  band	  compilaIon	  CDs	  between	  1993	  and	  2000	  to	  restore	  its	  
credibility.
Landscape
Property	  development	  and	  cultural	  preservaIon	  do	  not	  sit	  easily	  together.	  In	  Sydney,	  
the	  largest	  city	  in	  Australia	  and	  12	  hours	  drive	  to	  the	  south,	  it	  is	  expressed	  in	  this	  way:	  
through	  the	  80s	  and	  into	  the	  90s,	  pubs	  in	  the	  inner-­‐city	  would	  have	  live	  music	  most	  
nights	  of	  the	  week.	  People	  who	  loved	  original	  music	  loved	  drinking.	  But	  in	  the	  early	  90s,	  
the	  expansion	  of	  poker	  machines	  (fruit	  machines)	  into	  the	  hotels	  saw	  the	  number	  of	  
available	  venues	  drop	  by	  50%	  in	  a	  few	  short	  years.	  Pubs	  which	  had	  an	  almost	  mythical	  
standing	  in	  the	  history	  of	  Australian	  rock	  music	  for	  more	  than	  30	  years,	  suddenly	  
abandoned	  live	  music	  altogether.
This	  is	  entwined	  with	  the	  property	  boom	  of	  the	  90s	  which	  saw	  inner-­‐city	  land	  values	  
explode	  and	  venues	  transform	  into	  apartments	  or	  upscale	  nouveau	  drinkeries.	  The	  
transformaIon,	  here	  in	  Brisbane,	  of	  ForItude	  	  Valley	  and	  similar	  urban	  villages	  is	  part	  of	  
the	  historic	  cycle	  of	  gentrificaIon	  and	  decay	  that	  occurs	  in	  any	  city	  -­‐	  much	  like	  El	  Raval	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here	  in	  Barcelona.	  But	  in	  Brisbane,	  decisions	  are	  made	  that	  have	  a	  more	  terminal	  
flavour.
Cloudland	  was	  a	  huge	  ballroom	  built	  in	  1940,	  perched	  on	  a	  hill	  just	  north	  of	  ForItude	  
Valley	  and	  visible	  for	  miles.	  It	  was	  the	  grandest	  ballroom	  in	  the	  country,	  a	  building	  of	  
great	  beauty	  and	  uncommon	  aspect.	  People	  danced	  there,	  and	  people	  played	  music	  
there:	  from	  swing	  bands	  in	  warIme,	  to	  Buddy	  Holly	  in	  the	  50s	  to	  The	  Clash,	  Simple	  
Minds,	  XTC,	  Midnight	  Oil,	  Madness,	  Echo	  and	  the	  Bunnymen	  (	  .	  .	  and	  me)	  in	  the	  80s.
One	  summery	  evening	  in	  November	  1982,	  the	  Deen	  Brothers	  (the	  Queensland	  
Government’s	  demolishers	  of	  choice)	  sawed	  through	  the	  stumps	  and	  simply	  pushed	  it	  
over.	  Gravity	  did	  most	  of	  the	  work.
A	  number	  of	  inner-­‐city	  hotels	  (all	  music	  venues)	  were	  pulverized	  to	  make	  way	  for	  a	  large	  
shopping	  precinct	  in	  1986.	  Red	  Comb	  House,	  a	  popular	  arIst-­‐run	  rehearsal	  and	  
performance	  space	  in	  the	  early	  80s,	  was	  spectacularly	  blown-­‐up	  in	  the	  90s.	  Its	  dust	  lies	  
under	  the	  looming	  presence	  of	  the	  Police	  Headquarters	  on	  the	  western	  edge	  of	  the	  city.	  
FesIval	  Hall,	  where	  The	  Beatles,	  Led	  
Zeppelin	  and	  The	  Bay	  City	  Rollers	  played,	  
the	  largest	  venue	  in	  the	  inner	  city	  and	  
running	  since	  1959,	  was	  torn	  down	  in	  
2003	  -­‐	  replaced	  with	  apartments.	  There	  
are	  many,	  many	  more	  examples	  like	  
these.
So	  the	  landscape	  is	  less	  friendly	  now	  than	  
it	  was	  30	  years	  ago:	  gentrificaIon	  and	  
development	  have	  reduced	  both	  
workspaces	  and	  cheap	  living	  spaces	  that	  
are	  the	  historic	  breeding	  grounds	  for	  a	  music	  and	  art	  subculture.	  The	  government	  have	  
allowed	  the	  removal	  of	  important	  landmarks,	  evocaIve	  triggers	  of	  our	  shared	  cultural	  
history.	  And	  the	  focus	  on	  the	  Valley	  at	  the	  expense	  of	  the	  rest	  of	  inner	  Brisbane	  has	  
created	  a	  club	  culture	  at	  the	  expense	  of	  live	  music.
A	  respondent	  in	  Dawn	  BenneM’s	  ‘State	  of	  Play’	  mourns	  the	  loss	  of	  live	  original	  music	  in	  
inner	  city	  venues:	  “A	  sense	  of	  community	  is	  being	  lost	  and	  this	  is	  disastrous	  for	  the	  
social	  fabric	  of	  the	  city	  as	  crime,	  depression,	  creaIve	  people	  leaving,	  are	  all	  on	  the	  
increase.”	  p.56	  (BenneM	  2010)	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This	  is	  Bill	  Leeke.	  A	  bass-­‐player	  and	  bandleader.	  
Music	  thrived	  in	  his	  life,	  it	  was	  pivotal	  to	  his	  
spiritual	  survival.	  But	  when	  he	  looked	  outward,	  
what	  he	  saw	  depressed	  him.	  He	  was	  93	  years	  
old	  in	  December	  when	  I	  asked	  him	  about	  
Brisbane,	  music	  and	  the	  community:	  “I	  feel	  the	  
community,	  generally,	  is	  a	  musical	  desert.	  At	  
least	  around	  here.”
But	  there	  are	  
occasional	  
signs	  that	  
point	  more	  
posiIvely	  
towards	  the	  
future.	  For	  
instance,	  it	  
would	  be	  
churlish	  of	  me	  
not	  to	  menIon	  
that	  there	  is	  a	  
recently	  
constructed	  
bridge	  over	  the	  
Brisbane	  River	  named	  a=er	  The	  Go-­‐Betweens,	  a	  band	  in	  whose	  history	  I	  play	  some	  part,	  
and	  a	  band	  who	  were	  criIcally	  rather	  than	  financially	  successful.	  Three	  million	  people	  
have	  driven	  over	  this	  bridge.	  Many	  more	  people	  than	  ever	  saw	  the	  band	  live.	  
	  
and	  in	  the	  end	  .	  .	  .	  
So	  through	  the	  lenses	  of	  policy	  and	  media	  and	  the	  landscape	  of	  Brisbane	  itself,	  we	  find	  
that	  Bill	  Leeke	  is	  right.	  It	  IS	  a	  desert	  out	  there.	  And	  what	  culture,	  or	  remnant	  of	  culture,	  
exists,	  is	  not	  necessarily	  being	  cared	  for.	  And	  it’s	  not	  uncommon,	  as	  Antonio	  Arantes	  has	  
seen:	  “the	  state	  of	  fragility	  of	  so	  much	  knowledge	  and	  human	  experience	  .	  .	  .	  	  lies	  
unregistered	  and	  precariously	  safeguarded	  by	  communiIes’	  custodians	  and	  
pracIIoners.”	  p.295-­‐296	  (Arantes	  2007)
Government	  policy	  concentrates	  on	  the	  industry,	  with	  liMle	  interest	  in	  the	  heritage	  
value	  of	  popular	  culture.	  The	  cultural	  policy	  statement	  itself	  has	  a	  substanIal	  milestones 	  
secIon	  which	  makes	  no	  menIon	  of	  popular	  music	  between	  Ed	  Kuepper	  in	  1973	  and	  
Custard	  in	  1990.	  Every	  building	  menIoned	  in	  this	  Imeline	  relaIng	  to	  popular	  culture	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from	  as	  far	  back	  as	  the	  1860s,	  mostly	  theatres	  and	  movie	  palaces,	  no	  longer	  exists.	  The	  
rapidity	  and	  regularity	  with	  which	  Brisbane	  tears	  down	  any	  structure	  that	  has	  any	  
cultural	  significance	  is	  inspiring	  on	  some	  level.	  And	  although	  there	  is	  some	  variaIon	  in	  
the	  media,	  in	  no	  way	  could	  we	  call	  it	  a	  supporIve	  environment	  beyond	  the	  rather	  
obvious	  street	  press	  and	  community	  radio	  staIons.
So	  the	  city	  wraps	  a	  loving	  arm	  around	  the	  successful	  musician	  for	  the	  photo	  
opportunity,	  while	  the	  bulldozers	  move	  in	  on	  the	  last	  grand	  old	  cinema	  in	  Queen	  Street,	  
at	  the	  very	  heart	  of	  our	  town.	  CreaIve	  arIsts,	  globally	  acclaimed	  in	  their	  youth,	  are	  
barely	  recognized	  in	  their	  middle-­‐age.	  The	  gaze	  of	  the	  city	  is	  fixed	  firmly	  on	  the	  future.	  
And	  just	  as	  the	  city	  has	  an	  aitude	  about	  its	  arIsts,	  so	  the	  arIsts	  regard	  the	  city.	  Place	  is	  
an	  essenIal	  ingredient	  in	  the	  creaIon	  of	  music.	  From	  the	  crushingly	  obvious	  to	  the	  
barely	  percepIble.	  The	  sun,	  the	  river,	  the	  horizon,	  the	  smell	  of	  the	  incoming	  storm,	  all	  
seep	  into	  the	  originaIon	  of	  songs,	  lyrics,	  sounds,	  paMerns	  and	  tempos.	  As	  do	  the	  
aitude,	  the	  poliIcs	  and	  the	  sound	  of	  the	  local	  voices.	  Maybe	  arIsts	  thrive	  in	  this	  
tension.	  In	  this	  conflict.	  In	  the	  collision	  of	  cold	  and	  warm	  air	  over	  the	  wide,	  shallow	  bay	  .
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